1 1 according to grafenauer, this is an instance of the personal feminine type of folk song. slovenian folk transFormation oF sensualitY in the slovenian ballad oF lepa vida (lovelY vida) irena avsenik nabergoj
The article analyses the mental movement in the character of Lepa Vida, as The slovenian folk ballad about "the true beautiful or lovely vida" has been preserved in various written accounts from throughout slovenia; ivan grafenauer classifies them into three types, calling them "variant types," which are similar to each other at the story's beginning, but differ with regard to the fate of lovely vida after her abduction.
2 of all the primary versions and later interpretations of lovely vida, slovenians are probably most familiar with that of their greatest poet, France prešeren. in the final, emotion-filled era of romanticism, he drafted his poem based on a folk ballad that he found in smole's collection of folk songs.
3 in the slovenian folk tradition there are also quite different lyrical treatments of lovely vida; however, their lack of uniformity means that they have not found their place among later artistic treatments. 4 prešeren's lovely vida is a young woman and mother that is lured by a moor -in the traditional folk view, a heathen and unbeliever -onto a boat. she forsakes her husband and child in order to depart with the moor for a faraway land, and she can never return home. The scope of this paper is limited to an analysis and short evaluation of prešeren's treatment of lovely vida.
the Content and Form oF prešeren's ballad "lovelY vida" prešeren's romantic ballad "lovely vida," first published in 1832 in Kranjska Čbelica, is a work of great artistic virtuosity. in it he was able to link the emotionality and religiosity of the young woman and mother, as revealed in the most fateful period of her life, during songs contain other male and female proper names that show various human existential positionssuch as king matjaž, alenčica, and others [grafenauer 1943: 9-11] . on the motif of king matjaž and alenčica, see štrekelj [1895-1898: 1-8] . 2 in the first variant type, lovely vida does not surrender to the fate of being the unbeliever's slave and concubine; she leaps from the boat and drowns in the sea. breznik's version from ihan belongs to this type of the folk ballad of lovely vida (published in Časopis za zgodovino in narodopisje 20, 1925, 93, and in Dom in svet 50 (5), 1938, 233-234; see grafenauer [1943: 61-62] ), as does kramar's variation from goričica pri ihanu, which is cited by grafenauer [1943: 46-48] . in the second version, the moor takes lovely vida as his slave to spain, from whence she never returns. she nurses the spanish queen's princely son, and is thereby protected from harm. smole's poem about lovely vida, the basis of prešeren's poetic recreation, belongs to this type. in the third variant type, the moor also takes lovely vida with himself to heathen spain, taking her to be his mistress or housewife. according to the kropa version, vida returns from abroad in a miraculous manner with the sun's help (The sun returned her home) [štrekelj 1895-1898: no. 75 ]; in another version, vida returns home, with the moor's permission, but only to collect her son, who in the meantime has grown up to become a shepherd; this motif is found in the version from hraše (near lesce) and has not yet found its way into print [grafenauer 1943: 19] . 3 prešeren felt that collection and publication of slovenian folk ballads was of utmost importance for the slovenian nation. through the artistic treatment of slovenian folk traditions, he wished to elevate this tradition in terms of language and style for the world [kidrič 1938: ccxxxvi-ccxxxvii] . 4 grafenauer is of the opinion that other poems about lovely vida that employ different motifs should be separated from "our lovely vida" if it is seen that there is no link between them aside from the name, or if it is proven that the real Lovely Vida is from a source with no genetic connection to other poems about 'Lovely Vida' [grafenauer 1943: 16] . [prešeren 1999: 51-55] in terms of form, prešeren's ballad is a romantic epic in verse that unites elements of three literary genres: the lyric, epic, and dramatic. lyrical expression and dramatic content are particularly pronounced in this version. in terms of content, prešeren gives the folk poem new emphasis; namely, his expression of his personal confession, his standpoint towards universal existential problems of freedom, love, guilt and punishment, and his standpoint towards his view of human sensuality in relation to general ethics and morality. The time and place into which prešeren places the events of his poem establishes an almost timeless atmosphere, and the earthly scene has the aura of the mystical and the undefined. in the style of the poem one can observe an alternation between everyday reality and the tragic style. at the heart of prešeren's romantic ballad is a series of clearly connected, charmingly simple events; the tragic figure of lovely vida is portrayed in the development of her spiritual state and in her spiritual conflict -a conflict that is entirely understandable for the reader.
analYsis oF prešeren's ballad "lovelY vida" prešeren's poem begins with a beautiful young woman named vida washing her young son's linen on the shore. as she works in solitude, the moor emerges from the waves.
6 the poem states no other reason for his appearance here, so we can conclude that he has intentionally set out to find vida. lovely vida obviously already knows him. With seeming devotion, compassion, and care, he notes that her face has lost the glow, the bloom that she had in many a year gone by -that is, when he first came to know her. 6 because of the spanish setting, grafenauer concludes that the "blackamoor" in prešeren's ballad is a "moor." For people of the middle ages the term had an ambiguous meaning: primarily, it designated people of the islamic faith; in the narrower sense it was an ethnic group that arose as a mixture of the ancient moors with the Carthaginians, romans, vandals, and arabs. in the 8th century, this moorish mixture began to spread to the southern iberian peninsula. jože pogačnik, on the basis of the conviction that folk creators always wrote about what was a part of their lived experience, concludes that encounters with dark-skinned individuals were more likely to occur in the turkish wars as well as during the Crusades. in pogačnik's view, this points to an entirely different geographic area, which it is also possible to recognize in the folklorically different serbian and Croatian linguistic expressions [pogačnik 1988: 37] .
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The second stanza confirms that the moor and lovely vida have known each other for quite a long time; vida unreservedly and uninhibitedly entrusts him with her personal problems. she laments that the source of her gloominess is a feeling of being in a hopeless position after having tied the knot . . . with an elder man after heeding faulty counsel. From the subsequent lines it becomes clear that the relationship with this man leaves her emotionally and sensually unsatisfied, not least because of his illness. vida tells the moor that all night coughs wrack my husband's bones; her desperation and weariness is compounded by the fact that her young son is ill and cries all day long. as a result of this weighty concern for her husband and son, vida has become a mere shadow of the once blooming girl. she blames herself for her unhappy destiny and lack of freedom, which arose from her obedience to the people that advised her so poorly in the choice of a husband. in this denial of guilt and the passing of responsibility onto the shoulders of others, which sounds superficial and foolish (as though vida herself did not actually believe her words), lies her weakness and the core of her future, unhappy destiny. When vida's weariness of life becomes too overwhelming, she, with the help of the moor's words, shifts the full weight of her existence onto the side of sensuality. The moor arouses her former sensual vigor, and she gives herself over completely to sensual urges. These urges in vida become so strong that they lead her, against her will, directly into the abyss. The entire third stanza consists of the moor's response to vida's confession. vida's dissatisfaction plays to his advantage because he had actually set forth to present vida with the spanish queen's invitation for vida to travel to court to act as a wet-nurse for the prince. The moor is also obviously convinced that vida will acquiesce, as he states:
If he promises her that her only labor will consist of nursing the young prince, rocking him, holding him in her lap, putting him to bed, and singing songs. The moor's words are deceptive, as he is merely appealing to lovely vida's instincts, and comforting her hidden desires with the intention of further gaining her confidence in order to coldly carry out the plan he has conceived. as she listens to his words, she longs for freedom and complete autonomy, independence in determining her life path; there is also the appeal of her mo-mentary rejection of all authority -except for that of the moor, which in the ballad can be compared with devilish temptation. 8 in the conversation between lovely vida and the moor, prešeren portrays the "veiled" battle between good and evil with symbolic adeptness. This battle between the mysterious forces of good and evil is the basis of many religions. For example, in Christianity there is the battle between god and satan, between the angels and the demons, between heaven and hell. Where the world of god and an honest life are quite strictly determined and limited, the world of satan and his lures is less determined. because of this, god offers the possibility of seeking a solid base in the fog and confusion. prešeren places vida's "dark longing" and her moral downfall in the realm of the sensually uncontrolled, the symbolic -in the realm of the moor. he tried to justify her flight from her husband and child, which was simultaneously a flight from the completely tangible laws of ethics, justice, and belief. in any case, the poet was just in his portrayal of vida's punishment. because vida made a "pact with the devil," so to speak, or submitted to her own egotism and for this reason neglected her powerless, ill child, the child's death was hastened. because of this fact there could be no forgiveness for her in this world. 9 vida does not respond with words to what the moor says. The fourth stanza tells only how vida stepped into the boat. her response was the immediate, unpremeditated, unreasoned result of her intensely emotional conversation with the moor. it is clear that the moor's words awoke vida from a long weariness, torpor, and state of depression, causing her once again to believe in the possibility of the more beautiful, freer and happier life depicted by the moor. he clearly knew her well because he immediately discovers that she has grown weary of a hard, difficult life, as well as her unsatiated sensuality; he takes advantage of her 8 as pogačnik argues, in the oral tradition the mythical does not exist independently of the real.
historical experience, however, was always negative in the tradition of the slovenian, serbian, and [pogačnik 1988: 37] . the word blackamoor is thus shown to be a cultural, historical, conceptual, and esthetically important element of prešeren's ballad. it allows for numerous connotations and extends the centuries-old tradition in the conceiving of one of the archtetypal themes of slovenian folk tradition. after prešeren, this word disappears from further variations on the theme of lovely vida, although the affective content remains -the moor is changed into an abductor, but is always portrayed in the same negative, conceptual or affective frame as that of the arab in tradition. the mythical material is, with this, entirely lost, although the ethical content remains. From a concrete event of the past, the motif has been broadened into a general problem of evil in interpersonal relations and with this it addresses the sensibility of modern man. 9 on the characteristics of the romantic mentality and ethical codes in prešeren's day, see pogačnik [1988: 22-24] .
Croatian term blackamoor: Mythological belief (black was a symbol of some sort of evil) was further linked to anthropological knowledge (dark-skinned person), and both functioned in the context of historical occurrences that coincided with mythological premises. The figure of the 'blackamoor' or the 'black Arab' was, from a historical viewpoint, an attacker, a plunderer and abductor. This means that the material with the potentially neutral (anthropological) meaning of the adjective 'black' was changed into a semantic term laden with affect and a negative connotation. The figure of the Arab (= Moor) was taken to be the figure of a violent individual; it is for this reason that the adjective 'black' is the result of the preceding inner evolution as well as direct historical memory
i. avsenik nabergoj, transFormation oF sensualitY in the slovenian ballad oF lepa vida weak point, and vida, in this moment of frailty, falls into his trap. 10 he immediately lures her onto his boat and sails away from the shore, despite the fact that he must have been able to sense her immediate regret at this thoughtless move and even later would have been able to steer back to allow vida to return. prešeren says that vida was immediately filled with horror as she became aware of her fatal mistake, as the poem says:
But prešeren portrays vida's tragedy in a most convincing manner. vida's outer and morally protected life suddenly disintegrates and her earlier trust in the natural order, as represented by her family, is ruined. The severance of the connection between vida and her entire home life, especially her child and husband, unleashes powerful regret, guilt, and sadness. vida is now convinced that no flight will lead to a more beautiful, happier life, and that her longing was illusory; she has awakened the full force of the pricks of conscience. now for the first time in her life she realizes her responsibility to her husband and son, especially because they are both sick and helpless and without her care they might not be able to survive for long.
only now does the moor reveal his true nature: having achieved his intentions, he no longer speaks to vida with supportive words; rather, the poem shows how he withdraws into a cold, even demonically horrible peace. in essence, he has the role of a deceiving, sadistic tyrant, who in reasoned control of consciousness carefully carries out his coldly crafted plans. his words entail the cruelest treachery and the most underhanded means of deception, because it is through his words that he flatters the misled vida's instincts and exploits her secret desires.
The fifth stanza relates how after full three weeks afloat, they finally arrive at the queen's court. Though vida is now more alone than ever, she does worry about herself, rather than only about her husband and child. in the awareness that only now has she become a true captive, she trusts only in the sun and the moon and asks them about her family's destiny. [1988: 24] . liberalism originally meant an attitude of individual freedom with regard to actions, thoughts, and expression. progressive civic philosophy from the renaissance to the enlightenment strongly expressed its ideas -rationalism, individualism, and undeterministically conceived freedom. in modern liberalism, the ethos of freedom also plays an important role. libertas [lat. libertas, freedom] is the goddess of liberty and freedom in ancient roman mythology. 11 vida's conversation with the sun remains from the folk ballad, but with prešeren it is formed in the sense of romantic esthetics, in which nature is man's friend and it is to her that the poet directs his most intimate confessions. vida learns from the sun that they have already begun to pray for her deceased child (Candles round his bed the poor deploy), and that her husband's gone to sea to seek her, racked by sorrow. only now does vida become aware of just how strong her husband's love for her is, and how delusory her longing had been.
because she cannot bring herself to believe the sun's words, at nightfall, full of hope that the sun had perhaps erred and that her boy has not died, she addresses the pale and plain moon. but the moon, rather than consoling her, merely confirms everything the sun had said. The greatest pain of all stems from the news that they have buried her small child. not only her husband but also her caring father are drifting about on the seas in search of her; the father, too, cries piteous tears that rend his heart, as the sixth verse relates:
When Rend his heart, embitter it with fears." most likely the father had also been among those vida had defied through her flight because they advised her to marry the older man that, despite his age and sickness, is a noble and loving husband. vida now clearly recognizes how much she has hurt them and how great their love was. vida's dialogue with the sun and the moon, taken from the folk tradi-tion, shows how the poem both encompasses and transcends earthly reality in its everyday form; this can be seen in the fact that vida, at the most fateful moments, seeks comfort in supernatural creation and in the sort of fairy-tale world manifested by her discussion with the sun and the moon.
When vida confirms all the fears that her flight has caused, she sees that this seemingly banal existence with all the bonds that existed between her and her family had a dear, profound meaning. as though spellbound by her previous illusions, and especially with the recognition that she cannot return home to the grave of her dead child, who died as a result of her fanciful delusion, she is condemned to continual suffering, to hell on earth.
in the seventh stanza she laments her fate, which is so ponderous that she cannot bear it alone, without respite. she cannot even tell the queen about the cause of her tears because she does not trust her; in spite of the queen's friendly, gently compassionate, and consoling words, vida must know that she too is linked to the moor. even if she was unaware that he tore vida from her family, from her child, it was the queen that sent for her. at this recognition she is ashamed to the depths of her being, and comes to share the fate of adam and eve, who followed the duplicitous snake in paradise and desired what is not in accord with human nature. adam and eve, after the Fall, hid themselves before god's face. vida invents the story that she is crying because she accidentally lost a golden cup, as the poem relates:
Lovely The scene depicts the tremendous irony felt by lovely vida and, by extension, the reader. The queen offers vida a golden cup in light of her understanding of the situation, which has nothing in common with the true state of vida's soul. vida accepts the cup silently, as befits her suppression of the truth of her fatal guilt. For this reason the golden cup will never bring comfort, and the longing for the lost paradise of the family, which signals love and compassion, remains. the dimensions oF the existential problematiC betWeen sensualitY and spiritualitY in the ballad "lovely vida" the mute tension, the "wordless grief," is discharged emotionally through tears and "weeping. in the sixth stanza, vida turns to the moon. the poet says that vida seeks a rest . . . from her heartfelt grief, but finds out from the moon about the burial of her son, as well as the fact that her dear old father's gone to sea / searching high and low for trace of thee, / Searching and the while his piteous tears, / Rend his heart, embitter it with fears. such emotional portrayal is in all the stanzas that follow vida's flight, all centering on the single sorrow and bitterness felt both by vida and those that seek her. the seventh stanza relates that the queen's words arouse in vida "all the more" weeping. the queen is worried about why vida weep [s] so copiously anew and implores her to stop your weeping, no tears if you please and alleviate her "grief" by nursing the royal son. 13 12 in this section, the term "sensuality" is used in its epistemological sense. here sensuality is understood as the working of the senses and the input that the senses collect as organs of a specific feeling or process of feeling: sight, hearing, touch, and so on. sensory stimuli are transmitted by the sensory nerves into the brain, where they activate the sensory centers and we become aware of them. among the basic senses -sight, hearing, taste, and touch -we have more complex senses, such as pain, comfort, and so on, which reach into the world of our feelings; this is sensual experience in the broadest sense. the empiricists believed that sensuality is the main source of recognition; rationalists, meanwhile, more or less downplayed the role of the senses. ' [truhlar 1974: 102] . 13 as aueberbach ascertains, tears in the literature of the 18th century were beginning to acquire a meaning they did not previously have as an independent motif. literature began to use the power of i. avsenik nabergoj, transFormation oF sensualitY in the slovenian ballad oF lepa vida
The many terms indicating sorrow have a particularly strong emotional effect precisely because these expressions pertain to a person that is at the crossroads between the spiritual and the sensual. The increasingly frequent use of expressions from the thematic areas of guilt, regret, suffering, unfulfilled longing, and even more dire sorrows -with no room for the possibility of forgiveness, let alone the recovery of lovely vida's earlier life with her husband and child as well as, with this, catharsis and a new life -raises the emotional tension, which reaches its peak in the final lines of prešeren's ballad. although the final stanza suggests a sort of consolation, this is only an illusion; when all the tears have been shed, there remains an even harsher inner, suppressed pain in lovely vida, which is caused by the awareness of the hopeless suffering of the judgment on her being.
it seems as though the conclusion of the poem, which includes vida's regret and incessant crying, attempts to enhance the moral value of the poem and, with this, is a means of shielding vida from readers' accusations. The main bearer of responsibility is the "moor" and not vida. despite her flight, we have the impression that vida, as a simple, inexperienced young woman, remains the victim of her youthful foolishness and the malice of others. it seems that suffering automatically cleanses her, such that the reader experiences a sense of grace, fragility, sorrow, melancholy, and -despite her fall -a sort of cleansing of the heart and unstained dignity. vida is without malice, and it was her intense longing that was abused. This is why her guilt is a tragic guilt. it also changes her conception of love, namely from the sensual to the sublime; from an overly strong sensual passion with a breath of physicality and sexuality, which causes one to go out of control and become destructive, to a quiet, submissive, purifying spiritual emotion, with a readiness to sacrifice. at the conclusion of his poem, prešeren emphasizes that ethical striving is more worthy than longing for satiety of physical sensuality. lovely vida's melancholy, vitality, and distress at the beginning of the poem derive from the fact that she never really subjugated her needs for sensuality to motherhood, hence the longing for un-experienced, unlived sensuality. however, vida's melancholic longing continues even after all the tragic experiences that precipitated her flight from the family have died away; longing is eternal, but it acquires a tragic air. Far from a home that has collapsed because of her, she longs for the former ethical purity she can no longer sense, and with her crying and regretting she cleanses her errant life.
prešeren's romantic balled "lovely vida" is appreciated not only as prešeren's variant of the folk poem, but because of its strongly personal tone in terms of content, form, and ideas, and also for manner in which his originality, epic vividness, lyricism, and dramatic tension intermingle.
14 The poem is dramatic and very emotional. The changes in vida's their effect on the border between the spiritual and the emotional, which proved especially useful for mediating the stimulus represented by erotica and sensitivity, which was very much in vogue at that time. in the visual arts as well as literature, individual tears streaming from the eyes of a beautiful, moved woman or flowing over her cheeks become ever more popular [auerbach 1998: 293-294 ]. 14 From the folk ballad prešeren borrowed only the motif, reworking it into a ballad that contains figures of that time. in pogačnik's view, the ballad "lovely vida" became an expression of Prešeren's recognition of himself, of the world and of life. With prešeren's new poetic perspective, the folk elements shifted sensualitY and religion / Čutnost in religija emotional and spiritual life, when she falls victim to the conflict of various internal and external forces, and the conflict of her character with societal rules, unleash great sensitivity. vida's sensitivity surpasses her own negative relation with herself and her actions, which manifests itself in self-accusation ( , feelings of fear and distrust of the moor, as well as fear of the queen. her sensitivity shines forth in the poem through expressions that portray both physical and psychological changes (including vida's crying, the paleness of her cheeks, which contrast with the "glow" and "bloom" of the first stanza, etc.). in all the life situations in which lovely vida finds herself, both in the first scene, where she is washing linen on the shore, and even more so in the continuing development of events, emotional discomfort prevails. lovely vida cannot find spiritual peace because she is unable to control her affects and passions, and at the same time she does not cultivate religiosity because the ballad does not mention this at all. When her lively spirit is first trapped into the monotony of wearying daily life, it gradually changes into an effusive but ever hidden passion that leads vida, in her emotional state, which follows like an explosion, to flee. in the continuation of the text, everything sensual fades under the weight of guilt and her conscience's accusations; there follows a mood of constant regret without any consolation until the conclusion of the poem. prešeren's lovely vida is, in terms of the image of a human being, relatively simple. simple, too, is the reality of the life it describes. joy at sensual existence is everything for vida, and her first longing is directed precisely at the greatest fulfillment of this sensual existence. The poem hides nothing, nor is there another, higher sense. even vida's final longing for self-sacrifice fades away into nostalgia, not into a striving for any higher and deeper truth that would imbue all that has happened with sense. The reader does not feel the religious perspective that would provide the narrative with a sort of sense and a goal; rather, this towards a new, qualitatively higher, level that is explicitly Prešeren's. pogačnik determines this on the basis of the human dimension of the erotic, ethical, and moral, world-view and esthetic problematic as well as from the entire inner structure of this work of art by prešeren [pogačnik 1988: 31] . 15 great comfort could be brought to vida by the Christian belief in the possibility of redemption, of which the ballad does not speak -hence, her existential tragedy. at best we would be able to determine the influence of Christian religiosity in the final punishment of lovely vida, because by committing herself to the sensual she has neglected her duty as a faithful wife and a caring mother. the opposition between sinful sensuality as well as the refusal of spiritual feeling belongs to the traditional moral outlook of Christianity. however, some contemporary Christian philosophers hold the view that physical sensations are intimations of future spiritual perfection. the attraction between men and women is, for example, in the view of the russian philosopher solovyov, The motto reveals prešeren's highly personal interpretation of the content of the events in lovely vida in terms of ideas. in pogačnik's view, it is a matter of critical-reflective discourse, which in the original Prešeren text stands alongside the artistic discourse. For pogačnik, the content of this commentary is markedly romantic . . . , in view of the extension of content of 'Lovely Vida'; however, it is too unambiguous and subjective. prešeren likely felt before publication that the motto and the ballad did not go together and he removed the motto in time [pogačnik 1988: 40] . in his poem, prešeren surely tried to retain the esthetic objectivity of the folk poem, but at the same time he extended its range to the extremes, in the individual as well as the universal direction. boris paternu said of this poem:
These semantic distances with regard to Vida's ConClusion prešeren's lovely vida, based on folk songs of many artistic variations and manifesting the unity of action and a fine use of language, especially metaphor, reflects the general human phenomenon of the attraction of what is unattainable or forbidden. the ballad points to the inscrutable riddle that is always part of human existence wherever and as long as it is lived; namely, that people have to live in ordinary circumstances and that they hurt each other simply through the ways in which these conflicting facts are juxtaposed with one another. even love can cause suffering and catastrophe. this tragic fact of life becomes the ordinary circumstance of the temptation to transcend oneself by overstepping the limits set for us in this or another way. the ballad begins with seduction, a motif that belongs to the very nature of the human state and indicates more than mere sensual pleasure. lovely vida complies with the offer of seduction when confronted with the terrible aspects of life. the seducer discloses the connection between the limits of the present situation and the longing for a new and hitherto excluded dimension to life. senses work together to arouse the desire for new possibilities of life that are apparently opened by escaping the present state of reality. lovely vida is extremely susceptible to temptation and she acquiesces. the result of this fall is an opening of the eyes and the awareness of a fatal error. the text is deliberately only suggestive, but it nonetheless exposes all the more strongly the consequence of seduction as a fatal new experience for lovely vida. the impression is that lovely vida is a relatively good woman whose frailty and error lead to her misfortune, which arouses pity in the reader.
no path is open to the possibility of escaping this consequence. something has been lost that cannot be replaced, and has been lost through the transgression. however, the important point of this new experience is the awareness that it is not right for lovely vida to continue life in splendid isolation. The text provides an indication of how this woman gone astray has progressed through her error to maturity and to a realization of responsibility. in such a situation, a human being conducts himself in the manner portrayed in the poem. his reactions are in accord with this situation. The sun and the moon expose the state of vida's distant home to suggest that she is guilty and will not be consoled. something has happened, something totally different from her expectations. The awareness that the state of innocence is lost is the new reality. The text exposes the essential dignity and greatness of lovely vida: she has fallen deeply, but she crushes the tragedy with her bitter weeping. her possible tragedy would be not to demonstrate consciousness of her guilt.
it is not certain whether pity is aroused by merited or unmerited misfortune, even though lovely vida displayed some error of judgment that caused her great misfortune. however, by deploring the tragic consequences of complying with her sensual nature, she discovers her true nature in her innermost being. recognition of the truth refers to the change from ignorance to knowledge, brings about restitution of the passions to a healthy balance, and consequently brings about a kind of catharsis in recognition of the force of familial love and duty. The ballad does not signal any reversal of misfortune, which augments the arousal of pity. The conflict is centered in the soul of lovely vida. her tears are an answer to the universe that has so pitilessly crushed her. The ballad is an espousal of life in spite of life's underlying absurdity; in the end, it implies affirmation of the grandeur of lovely vida, not denigration of her personality. The ballad resolves disagreement and reconciliation dr. irena avsenik nabergoj, institute for Cultural history, srC sasa, novi trg 2, si-1000 ljubljana, slovenia; irena.avseniknabergoj@guest.arnes.si
